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THE ART OF FREDERICK LAW
OLMSTED

BY ARTHUR SPENCER

OPE, who loved formal luxury in
nature as well as in verse, took
great pleasure in laying out the
famous garden at Twickenham.

A friend expressed regret that having com-
pleted everything he would find nothing
more to engage his attention. “I have
nothing left me to do,” said Pope, “but to
add a little ornament or two at the line of
the Thames.” On each side of the landing
place he intended to put a swan, in the atti-
tude of flying into the river, and behind
them, on the bank, the statues of two river
gods: then there were to be two corner seats
or temples, with urns bearing Latin inserip-
tions, in the niches of the grove busts
of Homer and Vergil, and higher up those
of Marcus Aurelius and Cicero.

Similar preciosity marked the treatment
adopted by Walpole at Strawberry Hill,
and even, in a slightly less degree, that car-
ried out by Shenstone on his rural seat of
Such
examples of the artificial-natural belong to
the first stage in the evolution of informal
landscape gardening in England. Grad-

three hundred acres at Leasowes.

ually, in the course of the eighteenth cent-
ury, the art lost its pseudo-classical bar-
barity, and grew more dignified and sin-
Sir Humphrey Repton and J. C.
Loudon in the ecarly nineteenth century
substituted art for artificiality, and Down-

cere.

ing, the greatest American landscape archi-
tect of his time, suecessfully applied the
principles which they had developed. But
the art of Repton, Loudon, and Downing,
though it glorified nature, was consciously
technical and perseveringly sophisticated.
It was an art which concentrated itself
largely upon details, and lacked the humane
breadth requisite to adapt it to the wants
of a democratic community. To point the
way to the higher possibilities of an art
whose goal should be nature, and whose
means of attaining that goal should be
adaptable to every conceivable condition of
humanity, there was needed a new master,
greater than his predecessors, who should
deal with the art of landscape in the man-
ner of the statesman and the lover of his
kind.

Bred in the bustling commercial environ-
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THE BACK 3
“A salt ereek bordered by salt meadows and low, wooded, gravelly ridges.”"—Olmsted.

ment of the nineteenth century, Frederick
Law Olmsted was an unsophisticated child
of his age, permeated by its utilitarian and
practical spirit. At a time when society
was less tainted with sordidness and luxury
than now, his character matured without
losing any of its native simplicity and pu-
rity, and as it developed, resisted the ener-
vating influences of fashionable and sophis-
Without fear of in-

novation, he created a new art and gave it

ticated artificiality.

a new name—a name that could not sug-
gest dilettantism, a name that substituted
serious design for minecing exquisiteness.
A dignified architectural conception of the
art of unfolding to men the beauties of
nature took the place of the less straight-
forward, gardenesque ideal which to some
extent had influenced even the best of his
With

and abundant common-sense inherited from

predecessors. striking  ingenuity
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a thrifty and practical ancestry, he laid

before his countrymen the merits of the new

art. His forceful arguments won an at-
tentive audience. Everywhere from the

Atlantie to the Pacific the aid of his fine
discrimination was sought, and the greater
portion of his life was spent in designing
the public parks with which his name will
forever be associated in the minds of the
people.

In the dedication of the fifth volume of
Professor Sargent’s “Silva of North Amer-

ica,” Olmsted was described as the *

‘great
artist whose love for nature has been a
priceless benefit to his fellow countrymen.”
From early youth he had been possessed
It had

led him to spend many days in the open, to

of a passion for natural scenery.

make distant pilgrimages to nature’s most
beautiful spots, and to read with avidity all
the works that he could obtain on the sub-
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Before he was fifteen
he had read the chief books on landscape
Yet it
was the beauty of Thomson’s “great sim-
ple country,” rather than the tutored ele-
gance of the garden, or the rugged pictur-

Jject of landscape.

gardening that had been written.

esquencess of the wilderness that he chiefly

loved. 'The reposeful, pastoral scenery of

his native state of Connecticut, rich in the

beauties of meadow, orchard, stream, and
lane, he loved not less than the charms of
the great mountain and mighty rivers.
“No gravel paths,” he wrote, “are half so
charming as the turfed wood roads of New
England farms, no shrubbery so pleasing
as that which nature rears along farmers’
walls, no pools so lovely as those which,
fringed with natural growth, fill and drain
away according to the season and the sup-
ply of rain.”

That a man with this delicate artistic
feeling for landscape should have been able
to impress the stamp of his individuality on
the entire public park policy of the United
States seems wonderful, till one compre-
hends that the secret of it was the sentiment
of human brotherhood which prevented him
from professing any taste which the uncul-
tivated might not share. Instead of per-
mitting a gulf to separate him from his
clients, he adopted their own point of view.
Nature, he confessed, had never appealed
to him in quite the same way as to the
botanist or the naturalist, nor did he claim
intimate companionship with nature in the
same sense as Thoreau, Bryant, or Bur-
roughs. In this unsophisticated way, pro-
fessing no closer acquaintance with birds
and trees, no more cultured connoisseurship
of landscape, than the generality of men
living in cities, he invited the untutored

LAW OLMSTED

" v
common people, greatly his inferiors in
aesthetic perceptions, to foster a delight in
nature which might be utterly free from
This fact ac-

counts for the marvellous impetus and in-

affectation or hypocrisy.

spiration which the American park move-
ment received at his hands. Cities entered
cordially into codperation with him, and
there were few recommendations that he
made which they did not adopt. This re-
sult was brought about through his own
modesty and sound judgment. A trained
man of affairs, disciplined, as he had been,
by such great undertakings as the super-
vision of the construction of Central Park
and the organization of the work of the
Sanitary Commission, he was able, throug
his knowledge of his fellows and his fac-
ulty for sane and convincing argument, to
achieve what no avowed champion of a
novel cult, hiding from plebeian ridicule
behind a sereen of professional sanctity,
could ever have accomplished.

As for the art of Frederick Law Olmsted,
one of its methods may be said to have con-
sisted in substituting the simplicity of
utility for the ornateness of artifice. Cleve-
land, an American landscape architect,
whose ideals had much in common with
those of Mr. Olmsted, wrote of Mr. “Capa-
bility”’> Brown, the English gardener, as
falling into one fault in his zeal to avoid
another. For geometrical angles Brown
attempted to substitute graceful curves, so
that it was remarked of his serpentine paths
and canals that “you might walk from one
end to the other, stepping first upon zig,
and then upon zag, for the entire length.”
Similar scenic effects, at least with respect
to ingenuity, must have characterized the

extraordinary Uncle
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A WOODSIDE,

FRANKLIN PARK

* Mainly, the value of a park depends on the disposition and guality of its woods, and the relation
of its woods to other natural features.”—Olmsted

Toby’s garden. Invariably will they be
encountered when the fundamental impor-
tance of utility is forgotten.

All of Mr. Olmsted’s work was designed
first of all with a view to utility. With
that principle as his starting point, his aim
was to reproduce the beauty of nature.
The materials of his art were primarily,
with only casual exceptions of minor sig-
nificance, physical rather than formal, and
his art itself was an adaptation and ar-
rangement, rather than a counterfeit or
modification of those elements. If the norm
of his workmanship did not exist in nature,
approximations to it were to be found
everywhere; not simply in the forests of
Maine or on the rock-girded shore of Cape
Anne, where nature retained much of her
primitive aspect, but on the charming hill-
sides of Lenox, and the broad farming lands

108

of Connecticut, where man had left the
marks of his husbandry. Open meadow,
even though at a remote period it may have
been produced by clearing away the prime-
val forest, supplied him with material not
less legitimate than the umbrageous dells
and ledge-capped highlands of the Adiron-
dack wilderness. e did not adopt a scien-
tific formula, and aim simply to reproduce
So he did
not scruple to substitute a gentle slope for
the harsh contour of a moraine, or to re-

the normal processes of nature.

move stones from a gravelly field and re-
The artificiality of
the town was mainly what he wished to

surface it with loam.

avoid.

Remarkable as were the effects which
were secured in the treatment of forest, sea-
side, and stream, probably the most delight-
ful work of Olmsted—at all events that
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which daily furnishes the greatest enjoy-
ment to large throngs of pleasure seekers—
is to be found in such ample park meadows
as he designed for Central Park in New
York, and Prospect Park in Brooklyn. The
same treatment, which is essentially a trans-
seript of the broad fields of the New Eng-
land farm, is to be enjoyed in the beautiful
Ellicot Dale of Franklin Park, in the city
of Boston.

These beautiful park meadows, however,
with their charming vistas and broad ex-
panses of turf, could not have been pro-
duced from the crude features of the land-
scape in its original condition, had not
Olmsted been true to Loudon’s doetrine that
“the recognition of art is a first principle
in landscape gardening.” Refraining not
less from a mechanical imitation of nature
than from the use of superadded orna-
ment, he endeavored to give his work the
stamp of a common idea. If a landscape
gave the lie in one place to what was said
in another, the delightful impression would
be destroyed. So he was always careful to
avoid the presence of incongruous elements.
At Easton’s Pond in Newport, he remarked
to Charles Eliot,—who was destined after-
ward to follow this advice at Revere Beach
near Boston,—that any large structure, like
a bathhouse, would look wholly incongruous
on the gravelly beach close to the open sea.
Likewise he insisted on the necessity, in
public parks, of screening plantations to
shut out from view the objects of the town,
and whatever might be unfavorable, in his
own phrase, “to a continuous impression of
consistent sylvan scenery.”

Of the art of Olmsted,—of which public
parks afford, if not the most excellent, cer-
tainly the most notable examples,—the park

OLMSTED

system of Boston embodies perhaps the
most satisfying expression. In its innu-
merable contrasts of form and arrangement,
in its variety of scenery, in its manifold
opportunities, on the one hand for an ex-
quisite treatment of limited areas, on the
other for broad effects of composition in
large tracts of woodland and field, it is
quite unlike the public grounds of any
Such a combination of sea-
shore, and forest
scenery is doubtless to be found nowhere in
quite the form in which Mr. Olmsted ar-
Later his disciple,
the lamented Charles Eliot, continued the
work which his own failing health com-
pelled him to relinquish. Olmsted’s treat-
ment of the Marine Park at City Point fur-
nished Eliot with a suggestion for the
Revere Beach and Nantasket reservations.
Often the elder architect, as in the case of
the improvement of the shores of Charles
River, began work which was to be carried
forward by the younger to a termination

other ecity.

streamside, meadow,

ranged it in Boston.

which could come only after many years.
It was the park system of Boston, however,
which furnished the pattern for that metro-
politan system which has, more than once,
been declared the model park system of
America.

The Back Bay Fens, the Riverway, and
Olmsted Park, are chiefly remarkable for
the beautiful effects which were secured,
notwithstanding a radical transformation
of many acres of the region. Difficult engi-
neering problems confronted the architect,
and were solved by the same skill in dealing
with artificial drainage which was shown at
Belle Isle Park in Detroit, and at the
grounds of the Columbian Exposition in

Chicago. In the Fens, every square yard
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OVER THE MEADOW, FRANKLIN PARK

“A breadth of view—which in spite of nee

in a high degree.”—0Olmsted

The

ultimate appearance of the park, as it looks

of the surface was entirely changed.

to-day, was thus forecast by its creator:
“It is designed to appear a fortunate pres-
ervation of a typical bit of New England
seashore landscape, including, as it will, a
salt creck bordered by salt meadows and
There will

be in it no shaven lawns or pastured mea-

low, wooded, gravelly ridges.

dows, the planted ground above the salt
marsh being eccupied by trees, underwood,
and low, creeping, flowering plants in a

110

essarily broad roads and gravel
walks is very refreshing, interesting, and beautiful
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condition suggestive of
natural wildness.”

Here, as elsewhere in
the parks of Boston, we sece
land-

the true American

scape. No American be-
fore Olmsted, not even the
eclectic and elegant Down-
ing, had clearly perceived
the necessity of heeding the
demand of his native land
for worthy artistic treat-
Olmsted

broad meadow, richly car-

ment. loved the
peted with turf, and the

great tree standing in
stately solitude in the midst
of the gently undulating,

field. He
realized that in those parts

wood-bordered

of the country which have
long undergone cultivation,
and are in certain features
similar to sections of the
Old World, the broad, open
treatment, with views of
striking isolated objects like
trees or boulders, might be
appropriate. Nevertheless,
in designing parks and laying out private
estates he was extremely loath to introduce
any elements of landscape which would seem
While

familiar with the technical principles of

foreign to their region. he was
English landscape art, he was never, in any
sense, a mere imitator of the English style.

If he had a theory of landscape, it was
a simple one, as free from artifice as the
art that he practised. “Mainly,” he said,
“the value of a park depends on the dispo-
sition and quality of its woods, and the
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relation of its woods to other natural fea-
tures,” thus showing his belief in the fun-
damental importance of trees as a principal
source of beauty. The character of his
work renders apparent his preference for
the dull, cool colors of the forest, rather
than the warm, striking hues of the varie-
Potted plants, for-
mal flower beds, and closely trimmed grass
he thought suggested the town, or at least
the suburb. In Franklin Park
scen precisely that sort of scenery that he
loved—broad, slightly hollowed expanses
of open country, set off by a background
of dull, cool-colored woodsides, the top:of
the forest presenting a gracefully undulat-

gated flower garden.

is to be

ing sky line. Here is to be found, in his
own words, “a leafy screen which hides the
town, a breadth of view, an openness, a
peculiar kind of scenery, which in spite of
necessarily broad roads and gravel walks,
1s very refreshing, interesting, and beau-
tiful in a high degree.” Broad vistas and
glades have been opened up by the removal
of knolls and other obstructions, and trees
and shrubs have been planted where the
effect of shadow would enhance the charm
In the woods a

thicket of low, sturdy bushes adds to the

of the sunny meadow.

picturesqueness and harmoniousness of the
perenially interesting scenery. Here, per-
Sim-

plicity of treatment was for him the key to

haps, we find the type of his ideal.

the problem of the reconeciliation of beauty
and utility.
and architectural elements he admitted into
the park design only to the extent to which

Roads, walks, and all formal

they were necessary to enable people to
enjoy the best views, and to obtain rest and
nourishment ; they were the impediments of
out-of-door art rather than its essentials.

LAW

OLMSTED

In the national reservations of the Yel-
lowstone, Niagara, and Yosemite, where
nature had done all that was to be done,
Mpr. Olmsted’s work consisted in little more
than in suggesting how to make their
beauty available for public enjoyment. In
the designing of municipal parks, he was
in a province which was distinetly his own
demesne, wherein his talent could have free
play. But the fre-
quently slighted field of domestic architec-

his achievements in
ture must not be forgotten. IHere he did
much to foster a taste more robust and
more American than that which tolerates
the imported Italian garden and recrudes-
cent pergola. He threw aside the technical
rules governing “appropriation of ground,”
and recognized what might be called an
application to landscape art of Ruskin’s
saying, “architecture does not begin until
the utility of the structure has been pro-
vided for.” If this rule was wvalid, the
importance of defining clearly the line of
division between what belonged to the home,
and what did not, was greater than that of
forming a heautiful prospect in which the
relation of the house to its surroundings
should be permitted to become confused.
The treatment without the house, he be-
lieved, should conform to the treatment
within, and should adapt itself first of all,
to a pure and refined domestic life. He
revolted from the Old World methods that
Parmenter had practised, and gave the art
of domestic gardening an entirely new
character.

Throughout the country he left memo-
rials of his taste and skill: in the grounds of
colleges and public buildings, railway sta-
tions and private residences, in sumptuous
country estates, and in the gracefully out-
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lined roads of suburban settlements. But
his name will always be chiefly associated
with the public parks of America. His
love for his fellow men, his ardent interest
in the welfare of society, his courage in
facing the ridicule that the Central Park
undertaking at first encountered, as well as
the patience and foresight with which he
was content to do work which only the hand
of time could bring to completeness and
retouch in mellow colors—all these things
made him the chief support, as well as the
principalinspiration,of the park movement.
Art with him could exist only for man’s
sake, and must be dedicated to the object of
producing not merely new pleasures, but
new powers and new perceptions. He saw
the dangers of the bustling, artificial life
of commerce, and the need of a strong force
to counteract a perverted exercise of the
instinct of self-preservation. Yet to check
the spread of a sordid materialism nothing
could be so effective, he knew, as the devel-
opment of new habits, new tastes, and new
capacities for action and for enjoyment.
Simple and noble pleasures, substituted for
wasteful and degrading luxuries, could
better man’s condition, and such pleasures
were to be found in the very forms of ac-
tivity and recreation which contributed
most to his physical and moral well-being.
This was the ideal which Olmsted sought,
with laborious earnestness, to inculcate
throughout his professional career. With
a manly continuity of purpose, he never
The faculties of

an acute and vigorous mind and a virile

forgot its importance.
and humane character wore themselves out

in the splendid task of popularizing this
ideal among the American people. He pos-

112

sessed, in a way, much the same sort of con-
viction regarding the vital needs of man’s
higher nature, as held men like Morris and
Ruskin in sway. While he little resembled
them in temperament, he was one with them
in thinking of life as far greater than art.
He sought to impress upon his age, with
the judicious caleulation of the man of af-
fairs, rather than the impetuous zeal of the
reformer, the highest ethical teaching of
those who choose to worship art at the
shrine of nature, and wish to bring about
the awakening of men’s souls to the beauty
of the world about them.

Bacon wrote in his curious essay on gar-
dening: “When ages grow to civility and
elegance, men come to build stately sooner
than to garden finely—as if gardening
were the greater perfection.” To the mind
of Olmsted, landscape art was worthy of a
nobler use than that of the fussy and elabo-
rate ornamentation to which Bacon was ac-
customed. It deserved to rank with poetry,
musie, sculpture, and painting, not with
So he re-created
anew the art of landscape gardening, giv-
ing it a form preéminently adapted to his
own land and epoch. Working with na-
ture’s own materials, he sketched the out-

perfumery and costumes.

lines of an infinite variety of compositions
of heroic size, leaving her to fill in the eol-
Every summer she retouches them,
ever and anon adding strokes which bring
them closer, year by year, to the result that
he intended; and with the coming and
going of every season, the illusion of the ab-
sence of human design steadily grows more
complete. It is even as he would have
wished—to obliterate himself utterly, that
the art which he loved might be glorified.

ors.



THE SILVERSMITH’S ART

IN THE MIDDLE AGES

THE TWELFTH CENTURY

JEAN SCHOPFER

Translated from the French by Inexe SArGENT

HE great movement which is ob-
served to-day in the industrial arts,
and which, under the name of
L’Art Nowveau,
many arguments, interests all serious minds ;

has excited so

because, by whatever name one designates
it, it is a real revival of the decorative
styles which our predecessors had allowed
We

know well that we are not creating a new

to reach the final degree of decadence.

art; we know that time is a necessary co-
adjutor; but we are certain that we are
right in not contenting ourselves with what
exists, and in striving to do better: that
thus, in the great work of civilization, we
shall not be an obstacle to progress, but
rather that we shall lighten the task of
those who shall succeed us.

The duty of the eritic, the function of
the art reviews, is to exercise a judicious
censorship over the productions of artists,
and thus to contribute toward forming the
public taste. But criticism is valid only
when it is based upon principles firm, evi-
But
where shall we find rules and principles?

dent, and of value recognized by all.

We shall not form them a priori, through a
process of pure reasoning. We can dis-
cover them only by examining the beautiful
The attentive, intelli-
gent examination of old master-pieces will
permit us to establish for every art, for

works of the past.

every substance or material, the rules which,
more or less consciously, workers in the
industrial arts have followed in creating
their works: rules which are to-day, as they
were yesterday and will be to-morrow, good
and stable, since they proceed from quali-
ties peculiar to the method employed, which
remains invariable throughout time; gold
being gold, to-day, as it was twenty cent-
uries ago.

It is, therefore, in the past that we must
seck rules for the art of the future.

“The study of the past”—one might ob-
jeet—*“Again and always! It appears to
have been done so thoroughly that there is
no return to be made to it. 'We have been
nourished upon the past, until it no longer
contains sustenance. The past, it would
seem, is precisely what we should avoid!”

Now, in truth, there is nothing less known
than the past. During the nineteenth
century, for example, the industrial arts
reproduced only a few unvarying models,
each of which, enjoyed, one knows not
why, the singular privilege of representing
an epoch. One had thus a Gothic coffer,
two or three buffets in the Renascence style,
a Louis XIV. writing-desk and chairs,
Louis XYV. silver,—and we were greatly
surprised on entering a museum to witness
the large liberty reigning in these styles, of
which the modern imitators reproduced only
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a few of the more striking characteristics.
The decorative artists had no precise knowl-
They had

hefore them only a few pieces which fashion

edge of the riches of the past.

required them to reproduce.
But there was a still graver aspect of the

existing conditions.  Artists knew the past

Antigue vase of rock erystal, mounted in silver dur-
ing the twelfth century: from the Treasury of the
Abbey of St. Denis, near Paris: now in the galleries
of the Louvre

CRAFTSMAN

only to copy it. Instead of studying the
old models, they exerted all their efforts to
reproduce them with understanding and
accuracy. They fashined works of copy-
In that fact lay
art

which enters the path of reproduction is a

ists, and not of ereators.

their principal error. A decorative
dead art. They copied so extensively that,
when the innovators appeared, these latter
were thoroughly alienated from the past
which existed only in dead remains, and of
which the same examples were offered in
endless series. Affected by such conditions,
many of those who cast themselves on the
side of the new art, said: “Let us fix our
gaze upon the present! Let us no longer
have consideration for the past, which has

Let our
work be independent and original

been for us a frightful burden!

But a style can not be improvised. There
are rules which govern the production of a
vase, a dresser, an arm-chair, just as there
are rules for building a house. Imagina-
tion alone and unaided is impotent, danger-
ous, lawless. Let us praise the artists who
say : “Let us fix our gaze upon the present,”
but let us complete their unfinished formula.

We shall say:

the present, with eyes that have studied the

“Let us fix our gaze upon
past.” If we wish our modern work to be
strong and lasting, it must not be in oppo-
It is
to seek these rules that we study the past.

sition to the changeless rules of art.

In reviewing fine models of historic styles,
we should not regard them as objects to be
Our We

“Here are admirable productions;

copied. aim 1s not imitation.
say:
but if you wish in turn to ereate a really
beautiful work, deserving to be preserved
and made known, understand that you will

not gain your end by copying, but by
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receiving inspiration from the lessons which

> These lessons, it is

the past can give you.’
our duty, as historians and crities, to speci-
fy.

shall say, “produced a work of art, because,

“The artist who made this object,” we

first of all, he possessed an exact knowledge
Each mate-
He

has avoided the latter, and thrown the for-

of the material he employed.
rial has its qualities and its defects.
mer into strong relief. The decorative ef-
feets which he has attained are precisely
those which can be drawn from that special
Fur-
thermore, he has shown respect for his ma-

material and from no other medium.
terial. He has treated it honestly, without
subterfuge or deceit. Thirdly, in order to
create his work, he has sought inspiration
only from the functions which the object of
Utility dictated to
him the choice of forms, which are heauti-

his labors was to serve.
ful, because they are necessary. Again, he
has understood the part to be played by
ornament, which should not be applied arti-
ficially upon the object, but rather should
form an integral part of it, issuing from it
as the leaf and flower issue from the stem,
of which they are the expansion.

“This 1s not all; the artist-workman has
shown respect for himself. He would have
abased himself in his own opinion by copy-
ing an earlier work. He recognized the
dignity of his art which resides in the in-
vention of beautiful shapes. Therefore, he
disdained even to repeat himself. And in
ase of the smallest ornament he submitted
himself to the task of creating. Conse-
quently, in the minutest detail, there has
resulted an indefinable savor of originality,
of personality.

“Lastly, he has respected his trade, his

craft. He has employed only the best and

SILVERSMITH'S
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surest processes, although they might be
He es-

teemed time spent as of little consequence,

the longest and the most costly.

provided the resulting work were beauti-
fuls

Many more points remain to be noted,
and they are those of primary importance.
The

lessons which we are to seek therein are not

All these things the past can teach us.

in the least dead or withered things. They
are principles valuable for us: of present

value, since they are constant and change-
less. 'This is the way in which to question
the past, the method by which we are here
to study one of the most fruitful of the
industrial arts: that of the silversmith, as
developed in France from the Middle Ages

to our own times.

Antigue vase of porphyry, mounted in silver during
the twelfth century: now in the galleries of the
Louvre and known as the "' Suger Vase "

115



: THE CRAFTSMAN

The precious metals, gold and silver, were
employed by men as soon as they could
fashion and ornament objects. The desire

of pleasing innate in both sexes, the pride

Antique vase of porphyry, mounted in silver during

the twelfth century: now in the galleries of the

Louvre and known as the ** Suger Vase
of displaying riches, have placed jewels in
the number of the oldest documents that we
have preserved regarding primitive human-
ity. Weapons were chiseled at an early
period. Everyone is acquainted with the
Homeric descriptions of scenes from the lives
of the gods represented on the shields of
heroes. In the period of the high Greek
and Roman civilization, luxury engendered
superb works of the goldsmith’s and silver-
smith’s arts, of which only a few speci-
mens are extant. For a later period of
Roman civilization, the Bosco Reale collec-

tion offers a series of important pieces for
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those who study the history of work in the
precious metals.
The

The over-

The barbarian invasions ensued.
antique world crumbled away.
whelming floods of devastating peoples
passed over the world and renewed its face.
It is not within the limits of our subject to
study here that which these barbarians
brought with them; the Goths, Visigoths,
Lombards, Franks, Saxons, Burgundians
and Normands, of whom we are the sons.
They had a taste for art which they trans-
lated in a manner both original and beauti-
ful.

their work which are related to the gold-

We might indeed show specimens of

and silversmith’s art, and date from Mero-
vingian times: that is to say, which are
anterior to the ninth century. For exam-
ple, bindings of missals, whose silver set-
tings, encrusted with uncut gems or colored
glass, framed some Byzantine ivory carv-
ing. There are also beautiful examples of
the Carolingian period. But we wish to
begin with finished works, which will show
us the perfection of the new civilization in
modern Europe. We shall, therefore, open
this study with the twelfth century.

This period, it is true, epitomizes in a
masterly way, the life of the previous Chris-
tian centuries. It attained the point of
perfection toward which the arts uncon-
sciously tended from the time when a new
We may call the twelfth

the great century of the Middle Ages. And

civilization arose.

with truth, since, if it shows us the height
of attainment of the preceding ages, it
gives also the point of departure; it opened
a long path for civilization. It was the
twelfth century which gave the solution of
the architectural problem of vaulting, in a

manner, solid, economical and beautiful, the



THE

great edifices devoted to religion. The style
alled Gothic put forth its first attempts
during the first half of the twelfth century,
in the province of the Ile de France, of which
Paris was the capital. In sculpture, there
was a similar development. Monumental
sculpture arose in France in the twelfth
The thirteenth merely continued
As for the

idustrial arts, they had then reached such

century.
in the path already traced.

a degree of perfection that it can be af-
firmed that there has since been no progress,
and too often only decadence. As for work
in the precious metals, the pieces which we
illustrate have never been surpassed.

There were then, as now, two principal
methods of working silver: the one casting ;
the other beating the metal in a thin sheet
over a hard form or matrix. In both cases,
the silver was retouched by the chisel after
Finally, the twelfth
and the thirteenth century silversmiths used

being cast or beaten.

extensively patterns in relief, and also silver
filigree, which they riveted upon the body
of the piece, or, with great skill, soldered to
it.  Often, also, they retouched their pieces
with the graving-tool, and traced decora-
tive motifs on flat surfaces. Silver, has,
indeed, defects as a material. Tt does not
coat, like ivory, bronze and copper. Tt
stains easily. When polished, it glistens
with high-lights which sometimes change
the appearance of the shapes. To over-
come these defects there has been devised an
entire series of ingenious methods: incising,
hammering and engraving, which dull the
surfaces.

In the Middle Ages none of these pro-
The delicacy of the

Time was then an

cesses were neglected.
work is astonishing.

unimportant factor. The artisan proceed-

SILVERSMITH’S ART

ed slowly and worked through days and
weeks necessary to complete, according to
rule, the piece upon which he was engaged.
We, on the contrary, economize time always
and everywhere. For us time is the only
We are forced to create

To pro-

precious thing.
much, and consequently quickly.
duce the greatest quantity in the least time,
at the cheapest rate: such is the desire of
the manufacturers who have industrialized
the art of our times and who, in doing this,
have killed it.

In the Middle Ages, other conditions pre-
vailed. The

artisan neglected nothing to render perfect

Time had not the same value.
the object which he fashioned. There are
many individuals who form an indefinite,
sublime idea of art, and persuade themselves
that it is above and independent of small

Crueifix in gilded silver: from the I'reasury of the
Cathedral of Sens
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things of craftsmanship. This is a grave

error. Art resides first of all in a faultless

W

Vel o, ¥:

The so-called ** Chalice of Saint-Rémy ™:
Treasury of the Cathedral of Reims

from the

execution, in a perfect knowledge of tech-
nical processes, whether it is a question of a
picture or of a jewel-box. These technical
processes were transmitted from generation
to generation in the workshops of the Mid-
dle Ages. The practical study of the eraft
constituted the entire apprenticeship of the
aspirants to art. When the apprentice
knew his craft thoroughly, he gained the
mastership, and it resulted that the objects
made with so much care and material labor
were -"l].‘i() \\'()l‘kS ()f al‘t.

In our own time, art is taught in schools.
"But technical process has degenerated to

What

leave after us, in spite of the lessons given

nothing. industrial art shall we

in our schools by very learned artists who
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Let us first
learn from the Middle Ages respect for

write Art with a capital A?

qualities of craftsmanship which are indis-
pensable in the industrial arts, and without
which the highest gifts of invention and
composition are useless.

We show first in illustration two antiques
mounted in the twelfth century, at the time
of the

Suger, minister of Louis VIL, the arts re-

when, under the influence abbot
ceived great encouragement in France.
n the eighteenth century, under Louis
In tl ghteentl tury, ler Lous
xXV. XVI.,

porcelain vases were mounted in chiseled

and Touis beautiful Chinese

bronze. Such are now highly prized by
In the twelfth century the

degree of refinement was equal, if not su-

('()ll]l()iﬁﬁl’lll'-‘i.
perior. There were antique vases of por-
phyry or rock-crystal mounted in precious
metal, or classic cameos framed in gold and
precious stones. Of these certain pieces
have been preserved.

The first example which we illustrate
(Plate I) comes from the old Treasury of
Saint Denis, and is now in the Museum of
the Louvre. It was mounted in silver, at
the middle of the twelfth century. It shows
the decorative taste peculiar to the times
and the methods of work then employed.
As in the earlier centuries, uncut gems were
held in }]ig"h favor: garnets, :uncthystﬁ, tur-
quoises, sapphires and opals were encrusted
in the metal. This is a decorative method,
characteristic of the barbarian styles and
observed from the Merovingian period
downward. Instituted by craftsmen of un-
erring taste, it produced a rich and striking
effect.
our own time should not return to it, and

I see no reason why the artists of

why they should not study from this point
of view the work of the craftsmen in the
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precious metals up to the twelfth century.
We shall present here examples of the same
style more accentuated and complete.

We find, also, upon the mounting of the
vase, applied silver ornaments in relief, such
as occur throughout this period. The man-
ner in which they are either riveted or sol-
dered to the background is very remark-
able. But aside from the workmanship,
every one capable of appreciating artistic
things, recognizes the beauty and breadth
of style of the vase, the bold character of
the ornament, the accentuation of its con-
tours. We should carefully study the
models of this period to understand what
style is, to appreciate the delicacy of taste
which can be employed in the composition
of an object of art.

The following example (Plates IT and
IIT) is again an antique vase, this time in
porphyry, belonging to the first half of the
twelfth century, and known as the Suger
Vase. It is preserved in the Museum of the
Louvre. 'This picce of gilded silver is one
of the treasures of the Apollo Gallery, in
which are assembled all the objects of art
in the Louvre. It has a character wholly
different from any of the other pieces which
we illustrate, and it shows how perfectly
the art of the twelfth century could inter-
pret animate Nature. There are no geo-
metric designs, no uncut gems, no volutes
The
neck continues the neck of the vase, the

or spirals. An eagle is represented.
wings are attached to the handles, the vase
itself, supported by powerful claws, does
not lose its original character. It is a work

of striking individuality and singular

force. The head rises majestically; the
widely opened beak is effective; above all,

the eye, set in the flat skull, is eloquent and
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threatening. It is a magnificent work of
art, unequaled in modern times in both
To find its rivals
we must seek among the bronzes of the

strength and restraint.

great periods of Japanese art.

In the series of crosses with figures of
the same period we give a piece from the
Treasury of the cathedral of Sens, which
is of a simple and beautiful design (Plate
1V).

ity of each of the branches of the eross upon

An opal is encrusted at the extrem-

Processional eross (Croix de Clairmarais) from the
Church of Notre Dame at Saint Omer
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which the Christ is extended, after the man-
ner of the statues of the time. Crosses of
the twelfth century are still numerous in
France and Germany.

But let us first examine attentively the
series of works in which the representation
We

find, indeed, fewer figures in the gold and

of the human figure does not enter.
silver work of the period which we are
studying, than in the following centuries,
when the human figure begins to be the
most important part of the work of the
craftsman in the precious metals. Gener-
the of the twelfth
century show a purely decorative treatment

ally speaking, works
which has never heen surpassed.

As an example of such treatment we may
cite the chalice of Saint Rémy (Plate V),
which is preserved in the

Reims.

twelfth century, very rich in decoration,

cathedral of
It is a characteristic work of the

exquisitely finished, and treated in the
grand style.  We find here again, disposed
with sure and sumptuous taste, the delicate
filigree and the uncut gems which we have
T
This

piece and the one following it are eloquent

observed in our previous examples.
in themselves. No description is necessary.

The second piece, similar in style, is the
Cross of Clairmarais (Plate VI), preserved
in the Treasury of the church of Notre
Dame at Saint Omer.

most typical work in precious metals of the

It is, perhaps, the
period. It is, at all events, the one which
gives the strongest impression of the pecul-
iar style of decoration: the volutes, the ap-
plied filigree, the deeply-set stones so char-
acteristic of the art of the twelfth century.
The powerful general effect, the strong, re-
strained outlines are allied to the most deli-

cate grace, to the most abundant richness of
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Reliquary in gilded silver (open and closed views):
from a church at Charroux (department of Vienne)

detail. Scrolls winding about the precious
gems, terminate in clusters of berries, or in
floral forms resembling daisies.

At Bar-sur-Aube, we find a beautiful
example of the same period. It is a reli-
quary of Saint Maclou, in the church of
the same name (Plate VII). It is of ele-
gant form, rich also as to decoration, and,
like all the works of this period, it is sup-
ported upon a solid base of considerable
diameter and excellent lines.

We now reach a charming work of the

end of the same century. It is a reliquary
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in gilded silver, which is one of the treas-
ures of the church of Charroux (Plates
VIII and IX).

composition and execution.

It is a work perfect in
Plate VIII
represents the reliquary as closed. It is
decorated with silver filigree of exquisite
workmanship. The receptacle, when opened,
(Plate IX)) shows two angels displaying
the relics of the saint. The front face of
the plates of the cover bears engraved fig-
ures of the Christ and the kneeling donors.
It is a singularity of the art of the Middle
Ages that it almost never offers representa-
tions of God. The only form in which He
appears, and rarely then, is that of a hand.
Was it because the men of that period did
not dare to attempt to figure forth the
Almighty? I do not believe that to be the
reason. The sculptors and the painters of
windows preferred the Christ, the Son of
Man, and His Mother, the Virgin, who were

Religuary in gilded silver (open and e¢losed views):
from a church at Charroux (department of Vienne)
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nearer humanity and who appeared to them
the most effectual mediators between them
and God the Father.

We present, as a final example, a beauti-
ful cross of the same period, preserved in
the Museum of the Louvre (Plate X). Tt
1s a perfect type of the silver work of the
It is dec-

orated in filigree and uncut gems, and also

last part of the twelfth century.

with figures: the crucified Christ,—not the
dying Savior, but the Victor over death:
then, on two branches rising from the central
support, St. John and the Virgin in the atti-
tude of grief, exquisite in line and expres-
sion. Upon the foot of the cross there are
plates of silver enamel in a style which pro-
But

as this work may be classed under the head

duced masterpieces of medimval art.

of enameling, rather than under silver, we
shall not further deseribe it.

We are now to leave the twelfth century.
From the point of view of workmanship in
gold and silver, it is perhaps the greatest
We

have, therefore, lingered here, and made it

century that we include in our study.

the subject of an entire article.

Beside the qualities which we have al-
ready noted in the objects illustrated, there
is yet one of great importance of which we
This is that the objects

fashioned at this period, while differing

have not spoken.

greatly among themselves, have yet a com-
mon characteristic: they were designed with
the sole intention of discovering forms to
which the metal most easily adapts itself,
and which, furthermore, are suited to the
proposed use of the object. Neither forms

nor decoration were borrowed from any

allied art. They are peculiar to work in
the precious metals. They are excellent.

It might appear that to reserve for each
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art the forms peculiar to it would be a sim-
ple matter.
The
arts, and the things borrowed, for the most

In fact, nothing is more rare.
arts incessantly borrow from allied
part, bring misfortune. They seek to ap-
propriate to themselves foreign and hostile
forms. Ior example, wooden furniture has
long imitated architecture. Our dressers
and buffets boastfully display lines which
were ereated for architecture pure and sim-
ple, and architecture in stone only. Inverse-
ly, at a certain period of the Renascence,
the facade of palaces imitated the fronts of
coffers.  Stone was treated like wood.

In work in the precious metals, the same
conditions have obtained. Beginning with
the thirteenth century, this art borrowed
We shall see

appear in objects wrought from metal the

also forms from architecture.

pointed arches, the pinnacles, the sculp-
tured gables peculiar to the Gothic style.
Even entire monuments will be imitated.
We shall have dwarf chapels and miniature
churches, the whole wrought with remark-
able skill and delicacy. But therein lay
the danger. The art of the smith in pre-
cious metals departed from the rules which
had governed it up to that time, rendering
it so beautiful throughout the twelfth cent-
ury. It was about to lose its originality.
We shall meet with excellent work in the
three closing centuries of the Middle Ages.
But we shall find no more works as perfect
as those which we have already examined.
It is, therefore, the art of the twelfth
century that the modern craftsman must
study with the greatest care. For, it is
necessary in all things, to reach primary
sources. It is there that we find the purest
and clearest water. The work in the pre-
cious metals of the twelfth century offers us

the finished types of an art which was then
in all its richness, as also in all its purity.

Patriarchal cross in gilded silver, now in the galler-
ies of the Louvre
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PRIMITIVE INVENTIONS

GEORGE WHARTON JAMES

HEN does the age of inven-
Could we but
look back into the far away

tion begin?

dim ages of the past and
watch the aseent of man from barbarism to
civilization, how fascinating the occupation
Especially would our keenest
interest be aroused at those epoch-making
periods in which some small but important
discovery was on the verge of being made;
when humanity was stumbling toward some
great fact that, once seized, was to revolu-
Who would not
delight in such occupation, were he able to
take with him into those dark days the light
of present day knowledge?

How did men invent fire? When, where
and how did they first make any kind of
clothing or house?

would be!

tionize future methods.

Under what eircum-
stances did they fashion the first weapon?
When consciously grind corn? Weave bas-
kets? Make pottery? And the thousand
and one other things that the little bronze
women and men have handed down to us?

I can conceive of few things as interest-
IIO\\'
one’s heart would beat in high expectation,
knowing what was to come, when the naked
aborigine first began to shape a bow and
arrow, a throwing stick, a war club, a bat-
tle-axe! How many attempts there were
before success crowned the first efforts; or,
alas! how often the thing had to be given
up until some future time, perhaps cent-
uries later! How the primitive inventor,

ing as these in all human progress.

prompted by some feeling, he knew not
what, working solely for his own interest
and profit, without thought of financial re-
ward, or the higher incitement of doing
good to his fellows, blindly groped along,
confident that he could succeed where suc-
cess had never yet beckoned; assured that
he could accomplish, where none as yet had
accomplished !

In the arts of hunting and war man has
always been the inventor—those were his
prerogatives. In the arts of peace, the
domestic arts, woman was the pioneer; she
It is a tend-
ency of our latter-day civilization that man

was in her peculiar province.

claims chieftainship in the arts of peace;
but in reality he is there an intruder, an
usurper. Woman was the originator, the
pioneer, the inventor. Man is the reaper,
the enjoyer, and, sad to say, often the
claimant and the boaster, forgetful that he
inherited what he has and knows from his
quicter and less arrogant female ancestor.

During the last few vears a great wave
of righteous sentiment has been aroused in
favor of the North American Indian. As
never before in our history, we are seeking
to do justice to the peoples we have dispos-
sessed.  And not merely in the lower forms
of justice—as honesty in treating with
them about their lands—but in the higher
forms, such as the recognition of what por-
tion of our advancement we owe to their
hitherto almost unrecognized struggles and
labors.



THE CRAFTSMAN

We pride ourselves upon our advanced
civilization, and in some things truthfully,
But how many of us have
To what do
we owe our high position among the civil-
Where did our civ-
Who first groped

if not wisely.
ever considered the questions:

izations of the world?
ilization come from?
the way out of primitive ignorance, and

Some-

made our present methods possible?

6.

b B
ke

Fig. 1. Chemehuevi woman on the Colorado River
preparing splints for basket making

one had to begin. The trackless country
is not built over with cities all at once.
First, the explorer must go over it; then
follow the pioneer and colonizer; finally,
when everything is known to be reasonably
safe, the multitudes pour in. So it is in
the march of the world’s civilization. There
have been explorers to blaze the trails, and
pioneers to suggest possibilities, and, in
our race struggles, the little brown man
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and woman whom we know as North Amer-
ican Indians, have played a noteworthy
part. It is high time, therefore, that we
recognize this and express our gratitude
for what they have done.

We too often think of our primitive
tribes as dull, stolid, unthinking, unimag-

Nothing can be farther from the
They are quick-witted, observant,
They set
the ball of progress rolling; indeed, they
first made the ball, then started it and indi-

cated its general direction.

inative.
facts.
thinking, imaginative, poetic.

Given a Franklin, a Joseph Henry, and
a Morse, the work of Edison, Gray, Bell,
Marconi and Pupin is possible.
would the second group have begun if the

But where
first had never been? One mind may in-
fluence millions. Stephenson and Fulton
changed the history of the world; yet they
were only men, not gods: men whose brains
weighed but an infinitesimal fraction more
than those of other men.

It is to the Indian that we owe the begin-
nings of the things we have carried to a
greater or less degree of perfection. They
were the original inventors, the suggestors,
the *“imaginators” (if I may coin an ex-
We, the highly cultured and
civilized, are the followers; they the lead-

pression ).

ers.  We reap the rewards in the fields they
grubbed, plowed, harrowed and sowed. A
second crop is easy when the first hard work
of clearing is done. So, while we compla-
cently boast of the erops we now reap, let
us not forget the day when our fields were
wild swamps, rugged mountain slopes, or
And in
remembering, let us give due thanks to the
long-ago aboriginal toiler, who, uncon-
sciously working to improve his own condi-

densely covered forest-growths.
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tion, unconsciously worked to improve ours
also.

This upward impulse is one of the most
facts of all life.

ever onward !

remarkable “Onward,
Tpward, ever upward!” the
hidden impulse urges, and the races have
been compelled to obey. Necessity may
That matters not.
Something kept urging, and we are what
we are to-day because of it, and because the
little bronze man and woman obeyed imper-

have been the spur.

ative commands from some high and un-
known power.

It must have been in the
the race that a vehicle for carrying was
first discovered. The bird’s nest, the tan-

gled vines, the spider’s web,—who knows?

early days of

—may have suggested to the undeveloped
mind of the early woman of the race the
first net or basket, and aroused in her the
desire to construct something that should
enable her to carry many small things to-
The desire awakened, she was

How? What ma-
What shape follow?
At the very outset she was, by necessity, an

gether.
forced to carry it out.
terial could she use?

adapter, an inventor. So she set to work,
trying a variety of materials, experiment-
ing again and again, until she found what
she judged to be the best. And now we
have learned that those native materials
which she judged “best” for constructive
purposes, modern science has accepted as
having no - superiors. Rapidly looking
over the field of the Indian basket-maker of
to-day, we find that she has tested every
available She has covered the
The splint of
willow, cedarbark, spruce-root, yucca-fiber,
ash, hickory, slough-root, tule-root, corn-

husk, squaw-grass, maiden-hair fern stem,

material.
ground most thoroughly.

INVENTIONS

red-bud, and a thousand and one other veg-
ctable growths cause the student to wonder
at the wide reach of the Amerind’s knowl-
edge of materials. There is nothing that
she has left untested. Ivery possible arti-
cle has been tried and proven.

Having obtained the best possible mate-
rial, the primitive woman proceeded to the
invention of forms. Here Nature was her

teacher. The primitive art-instinet is to imi-

T 7] BT L R
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Fig. 2.

Hopi woman weaving basket

tate. The eyes fall upon some object that

is pleasing. The object arouses a desire to
copy it. 'True art inspiration can be best
obtained in Nature. All the great masters
of our later times have returned to the
great source of life. Cloister-fed fancies
may have pleased cloister-trained minds,
but the great world has never been moved
by anything but that which has been in-
It is

spired by Nature. “one touch of
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Nature that makes the whole world kin.”
Our harmful divergencies lie in being arti-
ficial. The Amerind, fortunately, had no
art schools; no teachers, with theories and
systems deflecting the mind from undefiled
sources of Inspiration; no books confusing
No! she

had nothing but pure, sweet, rugged, tem-

by their attempted explanations.

pest-tossed, sun-kissed Nature. Nature in
all her moods. Mother Nature; Father
Nature; sunshine and storm; everlasting
hills and earthquakes; waving grass-fields
and tornadoes; flowing streams and tidal
waves ; towering trees and modest flowers.
Here was her school of art and design ; here
were her models.  She saw the spider’s web,
and she constructed the “reda™ or net. She
saw a gourd, and proceeded to make a
water bottle shaped like it, and thus invent-
ed a shape structural and therefore perma-

Fig. 3.

Havasupai Indian dressing buckskin
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For,
should this vessel fall from the saddle, such
is its shape that it would immediately right
itself, so that but little of its precious con-

nent: at once useful and graceful.

tents would be wasted: a desideratum in the
desert, where water is most valuable.

Thus, one by one, nature-shapes were
adopted, until now the number and variety
of them are almost beyond enumeration.
The shapes alone of a good basketry collec-
And,

remarkable to say,—or, rather, it would be

tion would number many hundreds.

remarkable, were it not that Nature never
errs, and that in copying Nature the
Amerind has avoided our errors—there is
not a single shape that is ugly or inappro-
priate to the work for which it is needed.
Water-bottle,
basket, mush-bowl, carrying-basket, meal-

treasure-basket, cooking-
tray, hat, roasting-bowl, gambling-plaque,
fish-basket : all are perfect in shape, and in
adaptation to use.

The Indian woman, having chosen her
material and invented her shapes, next con-
sidered the kind of stitches to be put into
her work. Nature did not give her models
from which closely to copy here, so she ex-
perimented and invented. The spider web
was to her a mere suggestion, but that is
all.  So also the bird’s nest.
our patient inventor sat down, undiscour-
aged by her task, and, year after year,
faithful and patient, she tried, again and
again, every weave and stitch that oeccurred
to her. Who can imagine what this meant?
Which of us, to-day, would like to be re-

Therefore,

quired to invent a new stitch or weave? At
first, one naturally thinks that there can
be few varieties of stitches; yet the North
American Indian invented the simple mat
weave, and then played variations upon it
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by changing the order of intersection of
the splints; she passed to the net weave,
with its infinitude of changes; the plait or
braid with its great diversity ; the coil with
its score or more of varieties; the web with
its endless series of modifications. Indeed, it
may confidently be said that there is not a
single stitch or weave known to modern art,
made with loom however complicated, that
the Indian woman did not invent, and has
not had in actual use for centuries. Is she
not, then, entitled to our esteem and grati-
tude for her accomplishments in this direc-
tion, for what would the man of to-day be
without his textiles varied? He is indebted
to the Indian woman, as to other inventors
of primitive times, for that which gives
him his clothing, napery, bedding, and
upholstery.

Basketry and fabric weaving are closely
It is probable that basketry was
invented first, and that weaving came much

related.
later. Undoubtedly, the first garments,
after fig leaves, were skins of animals.
Men killed the animals, and they, together
with the women, dressed the skins; though,
as belonging to the province of the hunter,
it was purely optional with the woman
This

division is clearly marked even to this day

whether or not she touched the skin.

among the Havasupais: every man dress-
ing the skins which are the result of his
own hunting, and the women having no
part in their preparation. The process is
simple, yet perfect. No machinery or
modern process can produce better, if as
as that which is made by
Its quality is

known and coveted by tribes a thousand

@ood, buckskin,
these primitive people.
miles away. The green skin is soaked in

water until the hair is loose. Then, with

INVENTIONS

a pair of ji-vi-so-o (bone knives made from
the ribs of a horse), the skin is seraped un-
til perfectly clean. Another brief soaking
This

is done by pulling, stretching and working

and the skin is ready to be dressed.

the skin between the fingers, hour after
hour, until it is as soft and pliable as de-
sired. Many a time at a pow-wow or
council, I have seen the men occupied in
quietly rubbing and stretching the buck-
skin which they had in preparation. (See
Fig. 3.)

Among the Havasupais also, one may
see the means still in use by which pottery
probably came into existence. The term,
“Basketry the Mother of Pottery,” is more
real than imaginative. The basket was the
matrix of the pot. Not long ago I saw a
Havasupai woman parching corn in a

basket.

This she lined with a mixture of

Fig. 4. Havasupai woman parching corn in a basket
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sand and clay, in order to prevent it from
cracking, and then threw into it a handful
of corn and a scattering of live coals.

Fig. 6. Navaho Indian spinning

Blowing into the basket, she kept the con-
tents whirling by a eircular motion of the
hands, until the corn was properly parched.
Finally, with a dextrous swing, the corn
and coals were separated; the latter was
thrown out, and the parched corn remained.

In due process of time the clay lining,
under such treatment, hardens, bakes, and
separates itself from the basket. What
must have been the thought of the first
Indian corn parcher when she found a new
and convenient vessel, made without the
labor of weaving, shaped and perfect at
her hands, ready for ecarrying water or
anything else that she chose to place there-
in? That was a triumph of accidental
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But

voluntarily,

invention.
that,
aboriginal pottery was made in basket or

scientific research has

shown for centuries,
net moulds, and I have myself seen the
Zuni, Laguna, Hopi, Navaho, Acoma and
other Indian potters, coiling the clay in
ropes in exact imitation of their method of
making basketry.

But now let us briefly return to tex-
tiles. Before skins were dressed, they
were used for clothing: first, undoubtedly,
in their rude entirety, afterward subjected
to some process of cutting, and shaping to
the body of the wearer. But this assumes
the skins to be of a size large enough to
What of the skins of smaller

animals, such as the gopher, beaver, rabbit,

be so used.

raccoon, ete? These are too small for
garments. Something was necessary to

So the wits of
the primitive inventors were set to work,

make them broadly useful.

and how slowly or how rapidly the idea
came we do not know, but, eventually, we
find the aborigine taking the small skins,
and sewing or tying them together until he
had a long rope; then, on a crude frame,
actually weaving them into a blanket, such
as that worn by the Mohave Indian in
Fig. 5.

Later came the spinning and weaving of
vegetable fibre, and what a memorial we
owe to the long forgotten, if ever known,
discoverers of these processes! My heart
has often thrilled at the sight of the great
monuments of the world erected in honor of
the slayers of mankind, our warriors; and
I have silently shed tears as I have watched
loving hands strew the graves of unknown
soldiers with flowers. But now when I see
the mausoleums, triumphal arches, columns,
statues, memorial bronzes, I say to myself:
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“How unjust, how foolish is mankind!
Scores of monuments to the slayers of men,
and nothing but curses and anathemas for
the busy-minded inventors of the arts of
If we must honor the slayers, by
no means let us forget the conservers of
life.”

How did the primitive spinner work?
Watch him to-day. He is a Navaho,—
he or his wife, sometimes one, sometimes the
other. The process followed is the primi-
tive one invented in the dawn of history.
The Navaho and his neighbor, the Hopi,

peace.

grew and spun cotton long before a white
man’s dreams saw a passage to India by
way of the North West. When Spanish

colonization began, and sheep were brought

INVENTIONS

into this Western world, three hundred or
more years ago, Hopi and Navaho were
quick to see the advantage the long, fine
wool staple had over the fibre of the cotton.
But originally it was yucca-fibre and cot-
ton. And the spinning wheel? See it by
the side of the Navaho in Fig. 6. It is a
smooth stick on which a circular dise of
wood is fastened. It is held in the left hand
and rapidly twirled on the knee, with the
cotton or wool in the right hand; so that
the yarn can be stretched to the required
thickness.

~ Everything is now ready for the weav-
immg. The loom on which the skin blanket,
already described was made, was, perhaps,

the most primitive of all. It is still in

Fig. 7. Primitive loom used by the Navaho and Hopi Indians
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use by several tribes of Indians of the
Southwest. It pegs
driven into the ground to hold the four

consists of four
corners of the article to be woven, and
completely around these one strand of the
skin rope is tightly stretched. This forms
the edge for sides, top and bottom, and
the top and bottom strands also act as
bases for the stretching of the warp
strands.  As soon as these are in place, the
weft strands are woven over and under the
warp, until the whole square is filled. Little
by little, improvements on this primitive
loom were made. The heddle was invented,
and an article of many pages, with many
illustrations, could be written upon this

subject alone. The primitive loom as it is

used by the Navaho and Hopis of to-day
is a crude and simple, yet most effective
contrivance. On it the
blankets are woven.

most marvellous
I have carried water
seven miles in a blanket of Indian con-
Yet the whole affair is made
by the Indian woman weaver with a few
poles cut from the nearest grove, and a

couple of raw hide ropes.

struction.

Using two of
the heaviest poles as uprights, she fastens
the third across the top, and a fourth
across the bottom.  Below the upper cross-
beam, another beam is suspended by lash-
ings of rawhides, and to this the yarn beam
is fastened. On this yarn beam the ver-
tied to a

corresponding beam answering the same

tical threads of the warp are

Fig. 8. Hopi women building a house
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at the bottom. The rawhide
above serves to draw the threads tight, and
when thus fixed, the loom is ready for the
(See Fig. 7.)

With her different “shuttles” of yarn
she sits on the ground, tailor fashion, and,
thrusting a stick through the warp, divides
the cords, so that she can run through
them without delay the different threads of
the wool.

purpose

weaver.

The “shuttle” is a simple piece

Fig. 10,

Mohave Indian pounding mesquite beans
in a wooden mortar

of stick, on the end of which the yarn has

been wound. As soon as the thread is
placed in position, a “batten stick’ (which,
like the woof stick, is always kept in the
warp) is brought down with such great
foree as to wedge the thread into a firm and
close position. And thus every thread is
“battened down” with such energy that

one does not wonder to find the blanket
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when finished, impervious to the heaviest
"ains.

Of the invention of designs for Indian
blanketry, basketry and pottery I hope to
write later. The subject is one of greak
fascination and the more it is studied the
more does it revolutionize many of our
ideas regarding the development of the
aesthetie faculties.

The popular conception of the Indian
is that the man, the buck, is a monarch,
rude and savage, and the woman, the squaw,
is a slave, abject and servile. Like so many
other “popular” conceptions based upon
ignorance or superficial observation, this is
an error. Almost without exception, the
higher eclass of explorers, Livingstone,
Speke, Burton, and others, tell of the free-
dom and equality of the primitive woman.
The general error seems to have had its birth
and growth from the failure of early
writers to recognize the fact that among
the Indians a distinet division of labor was
invariably observed, and that neither sex
ever intruded upon the work of the other.

dven to-day misunderstandings of this
character are constantly liable to arise.
Suppose a person unacquainted with the
customs of the Hopi to have witnessed the
scene pictured in Fig. 8. Here a score of

women are seen engaged in building a

house. They mix their own mortar,
gather or quarry their own stones, are

their own hod earriers, and neither seek nor
expect the slightest help from the men,—
With

such a secene before him, the unacquainted

who sit calmly smoking near them.

observer would grow angry at the indolence
of the men, and their brutality in compel-
ling their women to do such hard work
while they sit idly by.
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But this would be a waste of sympathy,
and a clear evidence of the observer’s igno-
Hopi women, in building their
houses, do not desire aid from the men.

rance.

The women are the owners of the domiciles ;
therefore, what more natural than that
they shall build them?

This very act of house-building is a
proof of the Hopi woman’s equality with
her husband, and, possibly, her superiority
over him. For within the walls of the
house she is supreme. Except the per-
sonal, ceremonial, hunting and war be-
of her husband, everything
brought within belongs to her, or is under
Even the corn of the field,
planted and gathered by her husbhand, once
put into the corn-storage room, is no
longer at his disposal.

longings

her control.

With the neighboring nomad Navaho
the same equality of the sexes obtains, and
I can imagine the laugh of scorn that a
person would meet, who would question the
Hopi or Navaho woman as to her degraded
and subordinate position.

Among the aborigines, the sex division
of labor was instituted according to the
law of natural selection of work; woman,
the home-maker, the child-bearer, remain-
ing behind, while the men went abroad to
hunt or to make war.

As the food provider, the Indian woman
has always been the beast of burden. She
has not only been compelled to find the
food, but also to transport it to her home
(to this the resmlts of the chase are the
main exception, woman never having been
a hunter). For methods of transportation
alone we owe many valuable inventions to
primitive women, and bearing upon this
subject, Professor Mason of the Smith-

sonian Institute, has written a lengthy
illustrated article of great interest and
value.

The food having been carried home, it
was necessary for it to be prepared; and
here was large scope for the exercise of the
primitive inventor’s faculties. How was
How cooked? How
Aboriginal woman was the

She took a flat slab of rock,

corn to be ground?
preserved?
first miller.

Fig. 11.

Wallapai woman with mortar made from lava

sloped it to a convenient angle, took a
smaller slab to act as a grinding stone, and,
placing the corn between the two, rubbed
the one rock over the other, until the grain
Every Indian of the South-
west to-day uses these primitive mills, as
seen in Fig. 9.

Some grains were found unfitted for
grinding. They were better crushed by
pounding, and the Indian women invented

became meal.
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the mortar and pestle. Many of the
mortars still in use are made from tree
trunks cut off near the root and hollowed
out, so that the gnarled twistings at the
(See
Fig. 10.) Later, mortars were cut out of
solid rock. (See Fig. 11.) The process
was slow and laborious, and a well prepared
mortar meant the hard work of many
months. On Santa Catalina Island, just
off the coast of Southern California, a
primitive quarry of these mortars was
is a
kind of soap-stone, and bears the marks

bottom form a solid pounding base.

recently discovered. The material
of the excavation of many mortars. Others
were in the process of removal at the time
of the abandonment of the quarry.
could draw back the veil of the past, what
interesting disclosures might this aban-
doned quarry reveal!

If one

Was it war or pesti-

A Southern California stone mortar with

Fig. 11a.
basket hopper
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lence that moved the quarriers and left
Did they start
to cross to the main land in their frail
boats, and meet death in some sudden
storm? Alas, we can only conjecture, for
there is no record to tell us how this change
came about.

The food ground, how must it be cooked?
Here primitive woman had to use her facul-
ties, and she became an adept at broiling,
boiling, steaming and baking. Although
still without pottery or metal utensils, the
Indian woman of to-day boils water in a
basket, heating it far more quickly than
can be done by the means of gas stove or
electrical apparatus. At her camp fire
she always keeps a number of fair sized
stones, and close by is her basket full of
water. As soon as the stones are heated
thoroughly, she takes a stick with a loop at
one end, and, with a dextrous twist, picks
up one of the stones upon the loop and
throws it into the basket.
“sizzles,” she stirs it to keep it from burn-
ing the bottom of the basket. When it is
cooled, it is rapidly jerked out and an-
In this
way the water is made to boil quickly.

their work uncompleted?

As long as it

other hot stone takes its place.

Many times I have seen acorn and other
mush cooked in this way; the hot stones

"being stirred into the food until it was

thoroughly cooked. (See Fig. 12.)

Even in the inventions of necessary toilet
articles, the primitive woman has had her
As we use the delicately scented
Lubin’s or Pears’s soap, we are not liable to
be grateful to the greasy little primitive
woman of long centuries ago.

But we are so indebted. It was she, not
our refined ancestors, who invented soap.
They have invented new methods of pre-

share.
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paring it, but the finest and best soap made
even to-day, is the same as that which was
prepared by the bronze woman of the wilds.
She took the root of the amole (a species
of yucca), bruised and macerated it, and

Fig. 12. Indian woman boiling water in a basket

then beat it up and down in her bowl of
water. She thus made better, sweeter and
more agreeable soap than comes from the
French or English perfumer of reputation.

INVENTIONS

I have thus rapidly outlined a few of the
things which we owe to primitive woman.
The list might be lengthened ten times. I
have said nothing of the instruments for
making fire, the hand drill, the making of
skin and birch bark canoces and other ves-
sels, the work in metals, the taming of wild
animals, the cultivation of plants, the dis-
covery of medicines and of their methods of
application.

But even with these things the list would
be inadequate. The inventiveness of the
primitive woman was never more wonder-
fully shown than in religion and philos-
ophy. She devised a system of religion to
account for all the fearful phenomena that
she observed. She was the inventor of the
story-telling art, and, indeed, the first
teacher of language. She excelled in the
art of representing human thought by pic-
ture-writing, out of which the alphabet was
slowly developed. Therefore, it is not too
much to say that we owe a vast amount
of gratitude to the ignored women of
the dawn of history. If, in future, we find
ourselves unable to speak a good word for
the Indian, our American representative of
a primitive race, we shall no longer be able
to plead ignorance. We shall at least
“have awakened our senses, that we may
better judge.”

BY BEHOLDING TRUE BEAUTY WITH THE EYE OF THE MIND, WE
WILL BE ENABLED TO BRING FORTH NOT IMAGES, BUT REALTIES,
AND BRINGING FORTH AND NOURISHING TRUE VIRTUES, TO BECOME

THE FRIENDS OF GOD.

PLATO
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WAS JESUS A CARPENTER?

ERNEST CROSBY

ESUS is usually said to have been a
carpenter. This assertion is based
chiefly upon a single passage in the
Gospel of St. Mark (vi, 8), where

the people listening to his preaching in the
synagogue in “his own country,” were as-
tonished and cried: “What is the wisdom
that is given unto this man, and what mean
such mighty works wrought by his hands?
Is not this the carpenter, the son of Mary ?”
Taken by itself this text is by no means
decisive, for it is not a statement that Jesus
was a carpenter, but merely that his audi-
tors called him such, and they might have
been mistaken or inaccurate. If we turn
to the parallel passage in the Gospel of St.
Matthew, we find an almost identical account
of the same episode. “And coming into
his own country he taught them in their
synagogue, insomuch that they were aston-
ished, and said, Whence hath this man this
wisdom and these mighty works? Is not
this the carpenter’s son? is not his mother
called Mary?” (Mat. xiii, 54-5.) The two
phrases, “Is not this the carpenter?” and
“Is not this the carpenter’s son?” are clear-
ly variations of what was historically a
single question, and in the original Greek
they are equally similar: ody ofrds éorw &
réktov, and oty oUTds éoTw 6 TOb TékTOVOS VidS.
The people evidently made one of these
remarks and not the other, and the differ-
ence is due to the error of one of the re-
Which version is the more likely
to be correct?

corders.
It is impossible for us to
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determine, but it is at least just as prob-
able that the designation of “carpenter”
was applied to his father as to himself, and
we must still consider the question of his
calling an open one. There is a passage
in the Gospel of St. John which seems to
have been derived from the same source,
*“And they said,
‘Is not this Jesus, the son of Joseph, whose
father and mother we know?” Here the
words, “the son of Joseph,” might be re-
garded as a paraphrase of the words, “the

and it reads as follows:

carpenter’s son,” which would make this
reading of St. Matthew’s appear to be the
most authentie, and if this conclusion be
correct, all proof of the fact that Jesus
was a carpenter would disappear from the
Gospels.

The word rékrwv which is correctly trans-
lated in our versions of the New Testament
as “carpenter,” has etymologically a some-
what broader meaning, denoting any kind
of craftsman, the same root appearing in
our word ““architect,” which comes from the
Greek dpyirékrov, a master-craftsman. In
the time of Jesus it undoubtedly designated
any worker in wood,—cabinet-maker, wood-
carver, or builder as the case might be,—
but it must be borne in mind that practi-
cally all the houses of Palestine were built
of stone, that material being very plentiful,
while timber was rare.  Justin Martyr, who
lived in the second century, refers in his
“Dialogue with Trypho” to the trade of
Jesus.  “And when Jesus came to the Jor-
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dan,” he says, “he was considered to be the
son of Joseph the carpenter, . . . and he
was deemed a carpenter (for he was in the
habit of working as a carpenter when
among men, making ploughs and yokes;
by which he taught the symbols of right-
eousness and an active life).” (Chapter
88.) In the absence of other confirmatory
evidence this passage does not seem to be
conclusive. The phrase “he was deemed a
carpenter,” suggests uncertainty on the
part of the writer, and the imputation of
symbolism to the mechanical work of Jesus
has a certain fantastic air which would tend
to classify the story with the legends of the

apocryphal Gospels. The four canonical

Evangelists make no further allusion to his

trade or occupation. They pass over his
life from his early infancy until his thir-
tieth yeary in a few words, and it does not
appear that during the period of his min-
istry he engaged in any manual labor, or at
any rate if he did, the fact is not mentioned.

Let us turn from these unsatisfactory
proofs to the internal evidence afforded by
the words of Jesus himself. is discourses,
conversations and observations have been
preserved in great fullness as recorded by
various hearers, and we may be sure that
we have a quite complete compendium of
his entire thought as expressed in language.
Let us examine the Gospels and read his
sayings with the hope of extracting from
them some hints of the work which he was
accustomed to perform, day after day, dur-
ing his youth and early manhood. And
we are surprised first of all not to find a
single word which points to either car-
pentry or to any handicraft whatever.
He shows deep familiarity with almost
every other phase of life: domestic, com-

mercial, professional, agricultural; for no
man ever entered more fully into the daily
routine of existence around him and re-
flected it more vividly in his every utter-
ance. How often he may have seen his
mother hide the leaven in three measures of
meal! and how clearly the use of the defi-
nite number “three” gives the color of an
actual experience to the parable! And so
he speaks of “two” women grinding, and
we find the same precision in the story of
the man who comes to his neighbor’s house
at midnight, and cries: “Friend, lend me
three loaves, for a friend of mine is come to
me from a journey, and I have nothing to
set before him.” Jesus had seen children
asking their fathers for bread, and he takes
this commonest of foods as a symbol of
himself: “I am the bread of life.” He
speaks familiarly of the household supplies
and articles: of salt, and candles and bushel-
measures ; of the mending of clothes and
the washing of cups and platters; and when
he tells us of the woman who called in her
friends to rejoice with her after she had
found the lost piece of silver, we may well
suppose that he is recalling some actual
event. Nothing in the home life of his own
family or of his friends escaped him, and
all that he observed was impressed upon his
mind so that he could use it as occasion
offered in parable and metaphor.

He shows an acquaintance also with the
mercantile life of towns; he tells of the
merchant seeking pearls, of bankers and
money-lenders and usurers, and he knows the
price of sparrows in the market: “Are not
two sparrows sold for a farthing?” (Mat.
x,29.) “Are not five sparrows sold for

two farthings?” (Luke xii, 6.) He speaks

of judges and officers of the law, and of
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physicians. He has seen children playing
in the market-place, and Pharisees praying
at the street corners and in the Temple, and
he remembers the details of feasts and
weddings, the order of the guests at table,
and the style of garment required. He
can use for illustration the sepulchres on
the hillside, the wars of kings of which he
has read, or the latest tale of robbery,
either of the highwayman or of the burglar
who breaks through (or rather “digs
through’), and steals.

But of all this nothing seems as yet to
suggest a regular occupation on the part
of Jesus.
ferred to by him so far are evidently looked

Such callings as have been re-
at from the outside. The references are
those of an observer and not of an actor.
When we turn however to his allusions to
the rural world of corn-field and vineyard
and sheepfold, we seem to enter a new re-
gion of which he speaks with the technical
knowledge of an expert. With what par-
ticularity he details the incidents of the
sower’s day’s work! Nothing could be
more certain than that Jesus had often
sown seed himself and seen the birds devour
that which fell by the wayside, and had
watched the fortunes of the crop from day
to day, and noted how the sun scorched the
blades which came up in rocky places, “be-
cause they had no deepness of earth,” and
how they withered away, “because they had
no root,” and how the thorns choked the
seed that fell among them. And he knew
exactly how much that which fell in good
ground should yield: “some a hundredfold,
some sixty, some thirty.” When tares
grow in a field, he was aware that it is best
not to attempt to root them out, but to wait
until the harvest and then to say to the
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reapers: “Gather up first the tares, and bind
them in bundles and burn them; but gather
the wheat into my barn.” And he had
often watched with wonder the miracle of
the growth of grain, which, while the farm-
er goes about his duties, springs up and
grows, “he knoweth not how.” And he had
follow ed the fate of the “grass of the field,”
“which to-day is, and to-morrow is cast into
the oven” He knows that the
“mustard-seed” is the smallest of seeds, and
he has seen the birds light in the branches
of the tree which springs from it. He has
remarked the fowls of the air, and their
nests: the sparrows, the eagles feeding on
carrion, the fox and his hole, and the lily of
the field. He has lived out of door and
studied the action of sun and rain and

as fuel.

lightning: he knows that a cloud rising in
the West portends a shower, and a south
wind scorching heat, and that when the fig-
trees shoot forth, summer is nigh at hand.
He has seen oxen and asses watered on the
Sabbath, and has probably done it himself.
They are “loosed” from the stall and led
away to watering. He is conversant with
the custom which, when the servant comes
in from plowing, requires him first to pre-
pare his master’s supper.  Jesus knows well
the great estates of the rich with their
stewards and overseers, and it is such prod-
ucts of husbandry as oil and wheat which
formed the debts reduced by the “unjust
steward.” He knows well the rich man who
builds great barns and fills them with his
crops, when his soul is required of him.
Country sights of all kinds furnish him
with ready images: the man who puts his
hand to the plough and turns back, the
treasure found in the field, the ox or the
ass fallen into the well. He appears also
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to have had some knowledge of fishing, and
of the way in which the fishermen draw the
net up on the beach, and throw away the
bad fish while they gather the good into
vessels, and when he advises Peter at their
first meeting where to cast his net, the result
is successful.

No less marked is the familiarity of
A fig-tree which
has not borne fruit for several years must
be digged about and fertilized.

Jesus with fruit-culture.

A good
tree brings forth good fruit, and a corrupt
tree evil fruit, and the latter must be hewn
down. Men do not gather grapes of thorns
nor figs of thistles. Jesus knows how labor-
ers are hired in the marketplace to work in
vineyards, and how a man employs his own
sons in such work, and he tells a parable of
a houscholder who planted a vineyard and
set a hedge about it, and digged a wine-press
in it, and built a tower, and let it out to
husbandmen. He likens himself to a vine.
Vine-branches that bear no fruit are taken
away, while those that bear are cleansed so
that they may bear more, and the withered
branches are burned. The new wine must
be put into new leathern bottles, as it would
burst old bottles.

Jesus also shows special knowledge of
the duties of a shepherd. A sheep may be
lifted out of a pit on the Sabbath. He is
himself the good shepherd. The porter of
the sheepfold opens the door to the shep-
herd, but the robber climbs up some other
way. 'The sheep recognize their shepherd’s
voice, and he calls them by name and leads
them out. When he has brought out all
his own sheep, leaving behind those of the
other shepherds, he goes before them and
they follow him, for they know his voice.
But they will flee from a stranger, because

they do not know his voice. He likens him-
self, too, to the door of the fold.
shepherd gives his life for the sheep, if.
they are his own sheep, but a mere hireling
runs away from the wolf, and the wolf
snatches them and scatters them. When
the owner of an hundred sheep loses one, he
leaves all the rest and searches for the lost

The good

one in the mountains until he finds it, and
then he rejoices over it more than over the
other ninety-nine. Jesus sends his disci-
ples forth as sheep in the midst of wolves,
and he warns them against false prophets
which come in sheep’s elothing, but inward-
ly are ravening wolves, and he tells how
shepherds separate the sheep from the
goats.

We have now given a 'fairly complete
résumé of the references which Jesus makes
to the popular life around him. It is won-
derful what a living picture we can con-
struct from it of the society of his time.
Only one feature is absent,—almost totally
absent,—and that is any hint of craftsman-
ship of any kind. 1In one place he speaks
of the two men who built houses on the rock
and on the sand, but not a single detail of
It is the fall of
the house on the sand which is described,
and how the rain descended and the floods
came and the wind blew and smote upon
All his attention is fixed on
the work of nature.
tells of the building of a tower, but he only
refers to it for the purpose of dwelling upon
the necessity of counting the cost before-
hand, lest it be left unfinished. It is cer-

tainly astounding that whatever his occu-

the construction is given.

that house.
In another place he

pation, Jesus never alludes to the work of
A carpenter’s trade offers al-
most as many opportunities for parable and

an artificer.
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THE CRAFTSMAN

parallel as the farmer’s. The difference in
the fibre of woods, the seasoning of timber
and its warping, the use of the various tools,
‘the adaptation of the parts of the article
manufactured to the whole,—surely here
was a field worth cultivating! Is it not
inconceivable that Jesus should have been
a craftsman and yet have failed to say one
word of his craft? His mind seems to have
turned almost invariably to the world of the
farm for his similes ; the scenes of farm life
were always haunting him, and he recurred
to them with evident affection. Kven the
excuses given by the wedding-guests were
“I have bought a
field, and I must needs go out and see it,” “I
have bought five yoke of oxen, and I go to
prove them.” It is noticeable in this con-
nection that Justin Martyr ascribes to
Jesus the trade of making yokes and
ploughs, both of them agricultural imple-

agricultural excuses:

ments. If this really was his occupation, it
would give additional interest to his injune-
tion: “Take my yoke upon you, . . . for
mjr yoke is easy,” but if he had intended to
speak of his trade he would hardly have
added the irrelevant phrase, “and my bur-
den is light,” as the burden drawn by the
yoke was not manufactured by the maker
of the yoke.
to-day make little miniature yokes and
ploughs which are sold to pilgrims and
travelers, and I possess one of each which
I bought there some years since. They
have taken their idea from Justin Martyr.
In only one place do we find Jesus con-
fronted with craftsmanship or with plastic
arts in any form, and that was when he was
going forth from the Temple at Jerusalem,
and “some spake of the temple, how it was
adorned with goodly stones and offerings”

The carpenters of Nazareth
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(that is, votive offerings), or said to him, as
it is given in another Gospel: “Master, be-
hold, what manner of stones and what man-
But Jesus does not ex-
press any admiration. “Seest thou these
great buildings?” he says. “There shall
not be left here one stone upon another
which shall not be thrown down.” That
this temple of Herod was a most magnifi-

ner of buildings !”

cent building we learn from the writings of
Mr. James Ferguson, a compe-
tent authority, concludes in his deseription
of it that “it must have formed, when com-
bined with the beauty of the situation, one
of the most splendid architectural combina-
tions of the ancient world.” It seems safe
then to infer that Jesus was indifferent to

Josephus.

architecture and to eraftsmanship gener-
I have looked through the “logia”
of Jesus (that is, the sayings attributed to
him on good authority, but not contained
in the Gospels), and have only succeeded in
finding in one of them any reference, direct
or indirect, to handicraft. Resch, in his
“Agrapha” (Leipzig, 1889) gives sixty-
two fairly authentic sayings of this kind,
In the
winter of 1896-7, however, a manuscript,
dating probably from the third century,
was discovered in Egypt by Messrs. Gren-
fell and Hunt of the Egypt Exploration
Fund, which contained among other “logia™
the following sentence, “Jesus saith:” (and
then follow some undecipherable words)
“Raise the stone and there thou shalt find
me, cleave the wood and there am 1. The
authenticity of this text is exceedingly
doubtful, but it should be taken into con-
sideration in determining whether Jesus was
a carpenter or not.

The conclusion to which T am disposed to

ally.

but none of them is to the point.



WAS JESUS A CARPENTER'?

come is that Jesus was not a carpenter, and
that if his father ever was one, he had ceased
to ply his trade before Jesus was old enough
to pay attention to his work; for otherwise
the early impressions of the craft would
have impressed themselves upon his mind.
The tradition, in faect is, that Joseph was a
very old man and that he died while Jesus
was still a lad. It seems pretty certain on
the other hand that Jesus had earned his
living in agriculture, vine-dressing and
sheep-raising, so that not only were all the
details of these occupations at his fingers’
ends, but they afforded him with the rich
stock of illustrations upon which he was

accustomed to draw. The Jews have never

been preéminent as craftsmen, for which
fact the proscription of graven images may
be in part responsible, and the idea of “joy
in work,” as presented by Ruskin and Mor-
ris is peculiarly Western and modern. That
Jesus was an artist from the literary point
of view, no one who reads the parable of the
“Prodigal Son™ can doubt, but in the world
of the senses it was nature, and not art, that
attracted him. He had no taste for crafts-
manship, and it is altogether unlikely that
he ever was a craftsman. From his cradle
in the manger of the oxen to his tomb in a
“garden” («jmos, orchard or plantation),
his life savored of the soil and of its pri-
mary and essential travail.

AND THE INDIVIDUAL IN WHOM SIMPLE TASTES AND SUSCEPTI-
BILITY TO ALL THE GREAT HUMAN INFLUENCES, OVERPOWER THE
ACCIDENTS OF A LOCAL AND SPECIAL CULTURE, IS THE BEST CRITIC

OF ART.

THOUGH WE TRAVEL THE WORLD OVER TO FIND THE BEAU-

TIFUL. WE MUST CARRY IT WITH US, OR WE FIND IT NOT.

RALPH WALDO EMERSON
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JAPANESE BOOK ILLUSTRATIONS

LEON MEAD

E should not judge Japanese
pictures solely by our own
canons. To understand what

Japanese art means we should
know something of the national spirit of
the people, their temperament, their cus-
toms, their traditions ; for their great paint-
ers and carvers and craftsmen have put all

The

history of Japan may be said to be per-

these and much more into their work.

petuated in her works of art; and among
the latter may be classed de luve books—
made chiefly for rich foreigners, as the
Cer-

tain wealthy Japanese savants, however,

average native cannot afford them.

have special books, with fine illustrations,
made for their libraries.

They possess in Japan the skill and facil-
ities to turn out exquisite vellum editions.
Xylography has made giant strides there,
and their colortype printing, done by hand
on crépe paper, is rich and glowing in
The
reproductions here presented of course give
no idea of the brilliant color schemes of
their originals, which as specimens of artis-
tic illustration, however, do not belong to
the highest class. They may serve to sug-
gest the general merit of the works that are
sold to foreigners as souvenir volumes at
moderate prices. The de luwe editions have
far more delicate tints and elaborate con-
trasts, not to say embellishments, and much
decorative gold work, like some of the medi-
®val missals of Europe.

effect—almost like embossed enamels.
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Many of these souvenir books are merely
a series of pictures, without any text, except
a few explanatory words in Japanese on the
margins.
version of some popular old legend or cele-
brate the exploits of some Shinto god or
historie hero. The Buddhist mythology is

They usually give a pictorial

also often represented, but artists nowadays
are leaving such lore alone ; as Buddhism is
under the ban of the government.

Formerly, painting was not considered a
vocation by itself in Japan, but a branch of
decorative art.  For this reason some of the
foremost artists in the “Land of the Rising
Sun” never attempted an ambitious subject
on canvas, but painted birds and flowers on
china and porcelain, or quaint designs on
lacquer, or executed superb carvings on
ivory. 'The artistic bent of others was ex-
ercised in the work of painting pictures on
paper-lanterns, fans, parasols and screens,
or in weaving gorgeous brocaded silks and
priceless tapestries and mats.

About one hundred years ago such art-
tists as Hoyen, Yusei and Hokusai began
to break away from the trammels of the old
schools and conventions, and to take up
free-hand drawing. This was intended to
be a popular art and of necessity economy
was an important factor; therefore, the
proce